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Nespocetné nohy stonozky v rytmické
souhre sunou jeji dlouhé télo po kmeni
stromu vpred. Tisice a tisice chodct béhem
rusného dne v rtznych trajektoriich proudi
centrem velkomésta. Také tento slozity
organismus lidského mravenisté je pohanén
rytmem. | kdyz se kazdy jedinec pohybuje
jinym smeérem a jinou rychlosti, zakladnim
prvkem umoznujicim toto hemzeni je
pravidelna struktura pohybu lidské chlze.
Je to struktura, jejiz koreny jsou hluboko

v nasi biologii, presto se ve své konkrétni
podobé vaze na radu socialnich, ale také
ekonomickych, politickych ¢&i estetickych
faktoru. Esteti¢no mizeme nalézt

v roztomilém cupitani décka, v chlzi stéstim
naplnéného ¢i pro nas atraktivnino jedince,
ale i u pochodujiciho vojaka. Opakovani
pohybovych vektort a vinéni téla v prostoru
tim zpUsobené vsak muze pusobit i jako
struktura, kterou vnimame podobné jako
hudbu samu o sobé.

Rada sou&asnych tvurcu, ktefi asto pracuiji
v médiu videa ¢&i performance, ve své tvorbé
reflektuje néco velice podobného vyse
zminénému jevu. Minime tim uchopeni
pohybu jako estetické struktury. Nékteri

z téchto autoru takto pracuji ve vazbé na
tanec, jehoz je tento jev vlastné zakladni
podstatou. Choreografie jako systém
pohybové reci se pak stava reinterpretova-
nym nastrojem ve hre vyznamu. Jini tvarci
naopak vyuzivaji primocarejsiho uchopeni
pohybu, kdyz nechavaji pohybovou strukturu,
vytknutou z bézného Zivotniho kontextu,
balancovat na hrané dvojznacnosti mezi
gagem a abstrahovanou formou. U vyse
zminéného jsou ony pohybové struktury
predstaveny ve své krehké efemérnosti
prostrednictvim kineze predmétného téla.
Nabizi se ale i dalSi cesta, pri niz umélci
podchycuiji pravé samotné struktury pomoci
jejich vizualizace. To, co bézné vnimame
jakozto jev rozprostreny v ¢ase a jeho
rytmu, je pak v nékterych svych aspektech
zpritomnéno jako Cisté vizualni forma.

text fext:
Viktor Cech a Lenka Sykorova

Z doposud rec¢eného by mohlo vyplynout,

ze zminéna tvorba je prikladem nezaintere-
sovaného estétského pristupu, ktery oddéluje
specificky jev od jeho sémantického,
socialniho, politického, obecné kulturnino

a dalSich kontextd. V radé pripadu je

tomu vSak pravé naopak. Podobné jako je
vypreparovany vzorek pro védce zdrojem
rady dulezitych poznatkd dopliujicich celkovy
obraz, tak i zde mUze akcentovani struktury
odhalit jiny pohled na véc. Dana struktura
pohybu muze byt generovana nejen reakci
na zvuk, rytmus ¢&i vizualni stimul, ale také
svou vazbou na vyse uvedeny kontext. Pohyb
zde muUze byt dalSim svédkem o stavu svéta
kolem néas, rozmérem, ktery chape nase byti
v prostoru a ¢ase nejen jako materialitu, ale
predevsim jakozto proces.

Vystava akcentuje také polohu kresby, jez

je zaroven zaznamem stopy, tedy pohybu,

at jiz ruky umélce a uhlu po papire nebo
zdznamem stopy performera. Performance
ve spojeni s kresbou se tak stala klicem

pro vybér soucasnych umélcu, pro které je
kresba dulezitym vyjadrovacim prostredkem.
Tvorbu Davida Bohma a Jiriho Franty, Jana
Pfeiffera a Adély Souckové spojuje zajem

o tradi¢ni vytvarnou techniku. Pracuji s ni
vSak soucasnymi vytvarnymi prostredky

s poukazanim na jeji univerzalni komunikacéni
schopnosti. V ramci vystavy Movere vytvorili
instalace, které reaguiji na galerijni prostor

a zaroven rozvijeji riznoroda témata
vychazejici ze soucasného déni. Svoboda
tvurcino gesta prostrednictvim kresby ve
spojeni s procesualitou je zde uchopena
jako soucast jejich intermedialni tvorby,

kdy kresbu vnimaji v intencich linie uvolnéné
z omezeného formatu papiru. K né¢emu
takovému zacalo dochézet v 60. a 70. letech
minulého stoleti pod vlivem konceptualniho
umeéni. Vystava reflektuje tyto historické vlivy
s poukazem na tvorbu mladych umélcu, kteri
je védomeé ¢i podvédomeé cituiji.

The centipede’s countless legs move in
rhythmic harmony, inching its long body
forward along the tree trunk. Thousands
and thousands of pedestrians flow
through the city center on a busy day,
each following a different trajectory. Like
the centipede, the complex organism of
the human anthill is propelled along by

its own particular rhythm. Although each
individual moves in a different direction
and at a different speed, the basic element
enabling this teeming activity is the
same: the regular structure of human
bipedal motion. It is a structure that is
deeply rooted in our biology, and yet

the concrete form it takes depends on
numerous social, economic, political, and
even aesthetic factors. The pitter-patter
of a child can be aesthetic, as can the gait
of a joy-filled individual, someone we find
attractive, or a marching soldier. But the
repetition of vectors of movement and
the body’s subsequent undulating motion
within space may also feel like a structure
that can be perceived as music.

Many contemporary artists working
with video or performance art have
explored something similar to the above-
described phenomenon - they have
understood movement as an aesthetic
structure. Some apply this approach

to dance, of which this phenomenon
forms its very essence. Choreography
as a system of movement language thus
becomes a reinterpreted tool within an
interplay of meanings. By comparison,
other artists make use of a more direct
understanding of movement by letting

a structure of movement woven from
the context of everyday life balance on
the edge of ambiguity between humor
and abstract form. Here, the structures
of movement are represented in their
fragile ephemerality through the kinesis
of the body. But there is another path,
one in which artists capture the structures
themselves through their visualization.
As a result, several aspects of what we
usually perceive as a phenomenon spread
out in time and the rhythm of time are
made present in their purely visual form.

All of this might lead us to assume that
such art is an example of a detached
aesthetic approach that separates

a specific phenomenon from its semantic,
social, political, universally cultural and
other contexts. But in many cases,

the exact opposite is true. Just as, for
the scientist, a prepared test sample

is a source of many important findings
that provide a full picture, so too can the
accentuation of structure reveal a different
way of looking at things. A particular
structure of movement can be generated
not just in response to sound, rhythm,

or visual stimuli, but also by its relationship
to the above described context. Movement
can be another witness to the state of
the world around us, a dimension that
understands our existence in space and
time not just as materiality, but primarily
as a process.

The exhibition also accentuates that
aspect of drawing that records trace
(i.e., movement) — either the movement
of the artist’s hand and charcoal

across the paper, or the traces left by

a performer. Performance combined with
drawing thus formed a key criterion for
choosing contemporary artists for whom
drawing is an important artistic tool.
David B6hm and Jifi Franta, Jan Pfeiffer,
and Adéla Souckova share a common
interest in this traditional artistic
technique, although they work with it
using contemporary artistic approaches
and with an emphasis on its universal
ability to communicate. For Movere, they
have created installations that respond
to the gallery space while at the same
time developing diverse themes inspired
by contemporary events. Combined with
processuality, they approach the freedom
of the creative act through intermedia
works in which drawing is understood

in the sense of freeing the line from the
limited format of paper — something that
began happening in the 1960s and '70s
under the influence of conceptual art.
The exhibition explores these historical
influences by presenting the work of
young artists who either consciously or
unconsciously make reference to them.



Karima Al-Mukhtarova

Se strukturovanym uchopenim pohybu se v tvorbé
Karimy Al-Mukhtarové mizeme setkat v nékolika
podobéach. V jedné ze svych starsich performativnich
praci interpretovala moment slavného Kleinova

skoku do prazdna jako okamzik zmrazeny na hrané
neustalého smeérovani k padu. Proces se zde stal
formou, udrZovanou fyzickym Usilim. Zajimaveé
vyuzitym vyrazovym prostfedkem se u ni stala technika
vySivky. Vysivani jehlou protahujici bavinku rytmicky
pravidelnymi pruniky nec¢ekanymi materialy, jako jsou
drevo, sklo ¢i lidska kuze, je vlastné samo o sobé
strukturovanym pohybem. Procesualni kvality téchto
svysivanych®“ objektl se v posledni dobé v tvorbé autorky
posouvaji smérem k vice symbolické a narativni roviné,
vyjadrované v komplexnéjsich instalacich.

Ashley Bell Clark

Ve svych videoperformancich vystupuje Ashley Bell Clark
se vSi bezprostrednosti a nékdy i s lehkou nemotornosti
autentického performera. Jeji civilni vzezreni a v tomto
pripadé i lehce odhalitelna trikova vyprava jsou
doprovodnymi jevy zajmu autorky o télesny pohyb jako
fenomén vznikajici na hrané prirozenosti a grotesknosti.
| kdyz jejim pracim nékdy nejde upfit jisty nadech
humornosti, chut, kterou nakonec citime, je spi$ horko-
sladkd, nékdy mozna i slana. Paradigma minimalistickych
gest 60. a 70. let zde ziskava vysoce individualizovanou
prichut. Ve svém rytmickém tanci s pokojovou kvétinou
nekone¢nym opakovanim vytvari bizarni, v né¢em
jakoby snovou situaci. Zpétnou vazbou tanciciho téla

a rostlinného organismu vznika uzaviena smycka.

Karima Al-Mukhtarova

In the art of Karima Al-Mukhtarova, we

can find several forms of a structured
understanding of movement. In one of her
older performance pieces, she interpreted Yves
Klein’s famous leap into the void as a moment
that had been permanently frozen on the
verge of falling. Process has become form,
maintained by physical effort. Al-Mukhtarova
also makes interesting use of the technique
of embroidery. The rhythmic movements of the
needle embroidering unexpected materials
(wood, glass, or human skin) into cotton are
basically a kind of structured movement.

In Al-Mukhtarova’s more recent works, the
processual quality of these “embroidered”
objects has shifted towards a more symbolic
and narrative level that finds expression in

more comprehensive installations.

Ashley Bell Clark

In her video performances, Ashley Bell Clark
appears with all the immediacy and sometimes
also the slight awkwardness of an authentic
performer. Her subdued appearance and (in this
exhibition) her use of cheap special effects
grow out of her interest in physical motion as

a phenomenon born on the border between
the natural and the grotesque. Although her
works sometimes possess a hint of humor,
they usually leave a bittersweet (or sometimes
perhaps salty) taste in our mouth. The paradigm
of the minimalist gestures of the 1960s and
’70s thus acquires a highly individualized flavor.
Through endless repetition, her rhythmic
dance with a potted plant creates a bizarre and
in some ways dreamlike situation. The feedback
between the dancing body and the plant creates
a closed loop.

David Bohm a Jifi Franta

Autorska dvojice David Bohm a Jifi Franta se dlouhodobé
zabyva zkoumanim moznosti média kresby. Jejich tvorba
je zaloZzena na experimentu a hledani rdznych moznych
presahu kresby, kterou autofi vnimaji v intencich studijniho
nastroje, kazdodenniho pomocnika, ale také jako plno-
hodnotnou soucast své tvorby. Neustalé prekracovani
zabéhnutych kreslifrskych forem je také nahlodavano
stirdnim hranic autorstvi. Jejich kresby ¢asto vznikaji
pomoci inscenovaného nebo samovolného pohybu,
pricemz praveé on zde hraje vyznamnou roli. Kresba je zde
chapana jako stopa pohybu ¢i zaznamu urcitého procesu.
Videozaznamy akci, fotodokumentace a texty se stavaji
vedle vyslednych kreseb autonomnim umeéleckym dilem
a jsou dulezité pro samotnou interpretaci. Poodhalovani
procesu tvorby, kterd je mnohdy autory jen iniciovana,
je tak urcitou formou experimentu, jenz v sobé nese
velké mnozstvi nadsazky a hry. V Domé& uméni David
B6hm a Jifi Franta s lehkosti jim vlastni prezentuiji
site-specific instalaci, v niZ si pohravaji s predstavivosti

a davtipem divaka. Prehnanost forem a stirani readlnych
meritek vybizeji k aktivhimu zapojeni a diky rozpohy-
bovani i k spoluautorstuvi.

Ales Cermak

Nase doba je pfiznac¢na tim, jak se v pohybu kolem

nas misi predmétné s virtualnim, télesné s digitalnim

a technologické s biologickym. V dynamice multitaskingu
nasi percepce spektakularita kapitalismu preskakuje
pretazenim prstu k virtualné sdilené intimité &i k labyrintu
ideologii a znovu nalézanych véénych pravd. Hlubinné
dychani mysl vyprazdnujiciho upoceného jogina je
mrtvym webem na této cesté, jakousi poml¢kou na
strdnce kakofonické partitury. Vir akci a reakci kolem
naseho téla z nas déla hybridy, v nichz se stéka biologické
se socialnim a technologickym. Muzeme byt Fidici
svého neustalého nezastavitelného pohybu v tomto
svete, nebo se jen spoustime dold po kluzkém povrchu
deterministického toboganu?

V téchto slozitych déjich naseho svéta Cerpa podnéty
tvorba Alese Cermaka. Otazka socialni spravedinosti,
estetiky ideologii i poezie Zivota je pro néj soucasti
zivouciho téla dnesniho ¢lovéka. Pro jeho aktivity jsou
typické presahy mezi oblasti vytvarného umeéni, literatury
a experimentalniho divadla a performance. Také instalace
prezentovana na této vystavé ma charakter praniku médii,
Vv némz se poji predmétna situace s vizualni projekci.

David B6hm and Jifi Franta

The artistic duo of David B6hm and Jifi Franta
has long focused on exploring the possibilities
of the medium of drawing. Their art is based on
experimentation and on the search for various
interdisciplinary aspects of drawing, which
they understand as a tool and an everyday aid,
but also as a fully-fledged component of their
work. By constantly pushing the boundaries
of established forms of drawing they also blur
the definition of authorship. Their drawings are
often created with the help of staged or spon-
taneous movement, which plays an especially
important role here: The drawing is understood
as a trace of movement or a record of a particu-
lar process. Next to the final drawings, the
video recordings, photographic documentation,
and texts become autonomous works of art
that are important for the actual interpretation.
The act revealing the creative process, which
the artists often merely initiate, is thus a kind
of experiment imbued with a great amount

of hyperbole and playfulness. At the House of
Arts, Bbhm and Franta present a site-specific
installation that plays with the viewer’s wit

and imagination using their trademark sense
of ease. The exaggerated forms and blurring

of real scale encourage the viewer to engage
in movement and become an actively engaged
co-creator of the artwork.

Ales Cermak

Our era is characterized by the fact that the
movement around us mixes the physical with
the virtual, the corporeal with the digital, and
the technological with the biological. In the
dynamics of multitasking, our perception of
the spectacularity of capitalism jumps with the
swipe of our fingers to a virtually shared intimacy
or a labyrinth of ideologies and rediscovered
eternal truths. On this road, the deep breathing
of a sweaty yogi emptying his mind is a dead
web, a pause within a cacophonic musical
score. The whirlpool of events and reactions
surrounding our bodies turns us into hybrids
within whom the biological blends with the
social and technological. Can we be in charge
of our constant, unstoppable movement in this
world, or are we merely sliding down the slip-
pery surface of a deterministic water slide?
The art of Ales Cermak draws from these
complex aspects of our world. For Cermak,
the question of social justice, the aesthetics of
ideology, and the poetry of life are part of the
living body of contemporary man. His activities
typically bring together the fields of art, liter-
ature, experimental theater, and performance
art. The installations presented at this exhibition
also involve multiple media and combine real
situations with visual projections.



@

1 — Mira Gaberova
Statue of Everything, 2015
video, smycka

2 — Ashley Bell Clark
Dancing plant, 2011
video, 03: 53 min

3 — Alice Masters
Bohemian forest, 2016
video, 03:24 min

4 — Petr Kratky

Bez nazvu, Museum Boijmans
Van Beuningen, Rotterdam, 2010
video, 01:47 min

5 — Zuzana Zabkova
Lead and follow, 2014
video, 10:51 min

choreography and performance:
Zuzana Zabkova, Barbora Janakova,
Jitka Kosikova, Eva Prieckova
director and director

of photography: Marek Valovéin
assistant director: Marek Kovaé
editor: Marek Valovéin

sound: Michal Horvéth

produced by: Jana Surzinova

post production: HomeMedia
Production s.r.o.

concept and script: Zuzana Zabkova

6 — Ale$ Cermak
#WeCanHelpYouGetAhead, 2016
instalace, video

7 — David Bohm & Jifi Franta
Gravitace mezi opicemi, 2016
instalace

8 — Tereza Hradilkova &

Adam Vackar

Vid¢éi duchové a jejich nastroje, 2016
performance, video

9 — Adéla Souckova
Mezi, 2016
kombinovana technika

10 — Jan Pfeiffer
Jak vznikaji velké véci, 2016
instalace, video

11 — Petr Kratky
Wrong Way Jogging, 2010
video

12 — Antonin Jirat
Horsi nez ¢as / Worse Than Time, 2016
objekt, Zelezné trubky, fepa, C-print

13 — David B6hm & Jifi Franta
Gravitace mezi opicemi, 2016
instalace

14 — Karima Al-Mukhtarova
Influence, 2016
Instalace, kombinovana technika

15 — Zuzana Zabkova
Hand made, 2013
video, 04:36

16 — Dominik Gajarsky
Mechanicky dokument, 2012
projekce, 40 diapozitivi

17 — Johana St¥izkova
cca 4, 2016
video, cca 4 min

18 — Matéj Smetana
Taylorismus 4, 2016
HD video, smy¢ka 0:30 min




Mira Gaberova

Mira Gaberova ve své tvorbé balancuje mezi vyuzivanim
tradi¢nich vytvarnych technik, jako je kresba, a praci

s performanci a videoperformanci. Na vystavenych
videich vystupuje na proscéniich nékolika riznych divadel.
Stoji presné na oné pomysliné hranici, kde se otevira Ci
zavira, resp. zveda a kleséd opona. Umeélkyné s ni v téchto
situacich skutec¢né prichazi do nevyhnutelného fyzického
kontaktu. Minimalisticka primocarost celého vyjevu se
dostava do kontrastu s patosem divadelniho kontextu.
Mira Gaberova své télo sice na prvni pohled predstavuje
jako objekt, nicméné zpusob, jakym se postavila na hranici
scény a hledisté, soucasné odkazuje k tomu, jak dulezita
je zde i pro ni samotnou hodnota vlastniho prozitku z dané
situace. Opona se stala trojrozmérnym hmotnym aktérem
a skulpturalnim prvkem, souc¢asné ale také metaforou
vztahu umélce a skutec¢nosti, kde je prunik mezi vSednosti
a imaginaci bytostné celistvou télesnou zalezitosti.

Dominik Gajarsky

Mezivale¢na umélecka avantgarda byla jednim z obdobi,
kdy se choreografie, tanec a prace s pohybem dostaly do
velice zajimavého vztahu s vytvarnou tvorbou. V Ceském
prostredi v tomto smyslu vynikla tviréi osobnost
choreografky a tanec¢nice MilCi Mayerové a jeji slavné
dilo Abeceda, které vzniklo ve spolupraci s Vitézslavem
Nezvalem a Karlem Teigem. Pravé na dédictvi této
osobnosti ve své praci reaguje Dominik Gajarsky. Ve sledu
snimkd se v ni ukazuji fragmenty, jako je jeji obydli, hra

s prvky modernistického systému zapisu pohybu
Labanotace i performativni télesna hra s rznymi pozicemi,
Vv niz vystupuje soucasna pribuzna umeélkyné. Gajarsky
zde stoji na hranici mezi vyzkumem paméti avantgardy,
uloZené v predmeétech, kulturnich artefaktech i vizualnich
stopéach, a jeji poetickou interpretaci v aktualnim kontextu.
Podobné jako byl pohyb modernistického tanecnika
jasné strukturovan zminénym nota¢nim systémem

a abstraktnimi modely tanec¢nikova prostoru, tak také
umélec strukturuje ¢asoprostorovou dynamiku dokumentu
do rytmicky promitané série fragmentu vizualnich stop.

Mira Gaberova

The work of Mira Gaberova balances between
the use of traditional artistic techniques

such as drawing, performance art, and video
performance work. In the exhibited videos, she
appears on stage at various theaters, standing
exactly on the dividing line where the curtain
opens or closes (or is raised and falls). And she
truly comes into physical contact with the
curtain. The minimalist directness of the scene
is contrasted with the pathos of the theater
context. Although at first glance, Gaberova
presents her body as an object, the manner in
which she stands on the line between stage and
auditorium also shows the importance - for her,
as well - of the actual experience of each given
situation. The curtain is a three-dimensional
actor and sculptural element, but also

a metaphor for the artist’s relationship to reality
where the intersection between the everyday
and the imagination is a fundamentally self-
contained physical affair.

Dominik Gajarsky

The interwar artistic avant-garde was one
period when choreography, dance, and

work with movement entered into a highly
interesting relationship with the visual arts.
One outstanding example in this regard was
choreographer and dancer Milca Mayerova
and her famous work Alphabet, made in
collaboration with Vitézslav Nezval and Karel
Teige. Dominik Gajarsky’s work responds to
the legacy of this figure in Czech art. A series
of images shows us her home, experiments
with elements of the Labanotation system for
recording human movement, and presents

a performative exploration of various dance
positions performed by a living relative of
Mayerova. Gajarsky’s work straddles the line
between studying the memory of the avant-
garde stored in objects, cultural artifacts and
visual traces, and its poetic interpretation within
a contemporary context. Just as the modern
dancer’s movement was clearly structured by
the aforementioned notational system and by
abstract models of the dancer’s space, so too
does Gajarsky structure the space-time dynamic
of his “documentary” into a rhythmically
projected series of fragmentary visual traces.

Antonin Jirat

Pohyb ve svété kolem nas, at jiz se jedna o kinezi lidského
téla nebo o trajektorii letadla fitictho se nebem, mizeme
mnoha zpUsoby zachytit jako strukturu. V uvedenych
pripadech muze jit o pravidelny otisk stop nohou &i o linie
vyznacujici pohyb letadla vpred danym smérem. Tato
struktura vsak, i kdyz je sebeslozitéjsi, zachycuje vzdy
jen nékteré aspekty daného jevu. Pokud tedy ovSem
nepfijmeme ponékud désivé podobenstvi, které ndm jako
moznost nabizi Slavoj Zizek, totiz Ze realita se kolem néas
definuje podobné jako 3D struktura pocitacové hry az
tehdy, kdyZ na dané misto pohlédneme. Komplexnost déni
v Casoprostoru, jenz nas obklopuje, &ini jakoukoliv ndmi
podchycenou strukturu ¢asem obsolentni. Pro kazdou
partii, v niz chceme podchytit fungovani naseho svéta,
musime dané struktury odvozovat vzdy znova a znova.
Antonin Jirat ve své instalaci pracuje se strukturou,
ktera je jasné artikulovana svym modularnim
konstrukénim systémem. Vznikly objekt je sice zaloZzen
na abstrahovaném principu, ale souc¢asné je to, co ho
poji dohromady, tvoreno konkrétni pomijivou organickou
hmotou, ktera podléha neustalému rozkladu. Podobné jako
je pomijivad vymluvnost ndmi schematizovanych struktur,
tak i soudruznost Jirdtem vytvorené predmétné struktury
je docasna. Podobné je fotograficky snimek blednouci
stopou po proudu fotond pohybujicim se v Easoprostoru.
Cela struktura je tedy neustélou obéti pohybu v jeho
biologickém ¢&i fyzikalnim smyslu procesu, vzniku a zaniku.

Petr Kratky

Situace, do nichz ve svych videich stavi sdm sebe Petr
Kratky, ¢asto na prvni pohled budi dojem gagu, vtipné
hricky ¢i provokace. Lehkost a nekomplikovanost, s niz
aplikuje danou aktivitu ¢i pohybové schéma, mlze vést

az ke zpochybnéni vahy autorova sdéleni. Jisté, je zde
sofistikované dédictvi podobné hravych performanci

s koreny sahajicimi pfinejmensim do Sedeséatych let

k videoperformancim Bruce Naumana &i osobngji ladénym
vystoupenim Base Jana Adera z let sedmdeséatych.

Telo performera se zde stejné jako u zminénych tvlrcu
stava prostredkem, jenz jeho majitel prostrednictvim
jisté sebeironické distance pouziva jako aparatus gesta,
pohybu a fyzickych situaci. Stejné jako u Naumana je

i v pracich Kratkého Castym tématem opakovana aktivita
v podobé abstrakce jednoduchého pohybu. Minimalizovana
pohybova struktura je vyjadrena nikoli odosobnénym
perfektnim nastrojem v podobé profesionalniho tanec¢nika,
ale civilnim télem autora samotného. Z toho vznika napéti,
vytvéarejici zvlastnost situace, kdy je pro nas sledovana
¢innost souc¢asné onim humornym gagem, ale také
minimalistickym tancem ¢&i témér analytickou studii
vSedniho pohybu.

Antonin Jirdt

There are various ways of capturing movement
in the world around us (whether the kinesis

of the human body or the trajectory of an
airplane hurtling across the sky) as a structure.
In the aforementioned examples, it could

be the regularly imprint of a foot or a line
representing the plane’s forward movement

in a particular direction. But this structure,

no matter how complicated, always captures
only some aspects of the given phenomenon

— unless we accept Slavoj Zizek’s somewhat
frightening possibility that reality around us,
like the 3D structure of a computer game, is
defined only at the moment when we actually
look at a particular place. The complexity of
events in the space-time surrounding us makes
any structure depicted by us obsolete with
time. For every new attempt at capturing the
functioning of our world, we must infer its
structure from scratch each time.

Antonin Jirat’s installation works with

a structure that is clearly articulated by its
modular construction system. Although

the resulting object is based on an abstract
principle, what holds it together is also created
by a concrete, ephemeral organic mass that is
subject to constant decomposition. And just
as the expressiveness of human-designed
structures is ephemeral, so too is the coherence
of Jirdt’s physical structures temporary, and the
photographic image is a fading trace within the
stream of photons moving through space-time.
The entire structure is thus a never-ending
victim of movement in the biological or physical
sense of movement as process, birth and death.

Petr Kratky

At first glance, the situations that Petr

Kratky puts himself into in his videos strike

us as slapstick, humorous playing around or
provocation. The lightness and simplicity with
which he applies each given activity or pattern
of movement can even cause us to question
the seriousness of his message. Sure, he
works with the legacy of similarly playful yet
sophisticated performances whose roots date
back to Bruce Nauman’s video performances
from the 1960s or the personally charged work
of Bas Jan Ader from the 1970s. As with these
two earlier artists, Kratky’s body becomes

a tool that its owner, with a certain self-ironic
sense of distance, uses as an apparatus for
gesture, movement, and physical situations.
Like Nauman, Kratky often addresses the theme
of a repeated activity in the form of an abstract
simple movement. The minimalized structure of
movement is expressed not through a perfect,
impersonal tool such as the dancer’s body, but
through the modest body of the artist himself.
The result is a sense of tension that creates the
uniqueness of a situation in which the activity
we are watching is both a humorous slapstick
as well as a minimalist dance or almost
analytical study of everyday movement.



Alice Masters

Ve videu Alice Masters je pohyb chapan predevsim jako
presun mezi misty, situacemi a kulturou. Posun, ktery
prinasi nase zkusenost pfi pohybu pres hrani¢ni ¢aru, je
zvlast u starsi generace i dnes ¢asto spojen se zvlastnim
pocitem hranice jako psychické bariéry strukturujici nas
pohyb po krajiné. Dokonce i fauna pohybuijici se v blizkosti
cesko-bavorskych hranic si jesté po letech v sobé nese
dédictvi, které zde vymezila bariéra Zelezné opony. Autorka
je puvodem dokumentaristka a z toho prameni i jeji tvarci
pristup, spojujici téma s jeji osobni zkusenosti Zivotniho
presunu mezi dvéma misty v dnesni Evropé. Struktura
pohybu zde vystupuje do popredi jako sociologicky jev,
ale i jako intimni mapa naseho pohybu mezi rdznymi
existencialnimi kontexty.

Jan Pfeiffer

Jan Pfeiffer ve své tvorbé intenzivné zkouma vztah ¢lovéka
k prostoru. Hlavni je pro néj myslenka, kterou se snazi
uchopit, a to rGznymi médii. Vyjadfuje se jak kresbou,
tak i animaci, objektem, instalaci a videem. Spojujicim
¢lankem je tvaroslovi, podoba véci ve vztahu k vyznamuim,
tzv. politikum kazdodennich véci. Jan Pfeiffer zkouma
mechanismy, které ovliviuji svét kolem néas. Socialné-
kulturné-politické vztahy autor umi mistrné intermedialné
prevést do uceleného symbolického systému formou
jednouchych zkratek - linii. A v tomto procesu mu nejlépe
slouzi médium kresby; jestlize chce témto vztahdm prijit
na kloub, pak mu kresba umoZznuje rychle se vyjadrit jak
formou skici, tak v pohybu — animaci nebo v prostoru -
objektem ¢&i inscenovanou choreografii. Projekt s ndzvem
Jak vznikaji velké véci pro vystavu Movere je instalaci,
ktera vyuziva témata mefitelnosti historie. Autor se zajiméa
0 nepomér vztahu mezi vyznamem udalosti a jejim redlnym
rozmérem. Instalace je sloZzena z tzv. pédia udalosti, pres
které jsou vrstveny trajektorie vyznamnych udalosti

20. stoleti. Tato plocha je po stranach lemovana ulozistém
objektl - atributy, které se k historii vazi. Pédium pak
oziva inscenovanou performanci v den vernisaze, kdy
jsou opakovany pohyby jednotlivych udalosti. Soucasti
choreografie je zapojeni objektl z postrannich polic, diky
nimz jsou demonstrovany situace formou kratkodobych
instalaci. Inscenovany pohyb se zde stava nedilnou
soucasti dila a tvori i jeho podstatnou ¢ast formou
videozadznamu.

Alice Masters

In the video by Alice Masters, motion is
understood primarily as moving between
places, situations, and cultures. Especially
among the older generation, the change that
we experience when we cross a boundary line
is often associated with a strange sense of the
boundary as a mental barrier that structures
our movements across the landscape. Even
animals living along the Czech-Bavarian border
have inherited the legacy of the Iron Curtain.
Masters originally worked as a documentary
filmmaker, and this past experience informs
her artistic approach of finding a connection
between her subject and her own personal
experience of moving between two places
within contemporary Europe. In her work,
the structure of movement is presented as

a sociological phenomenon and as an intimate
map of our movement between various
contexts of being.

Jan Pfeiffer

The work of Jan Pfeiffer is an intensive
exploration of man’s relationship to space.
His main focus is on ideas, which he tries

to capture using various media — drawing,
animation, object art, installations, and video.
What all these approaches share in common

is their formal language, the relationship
between things and meanings - the politics
of everyday things. Jan Pfeiffer explores

the mechanisms that influence the world
around us. He masterfully and intermedially
transposes socio-politico-cultural relationships
into a comprehensive symbolic system using
a simple shorthand - lines. This process is
best done using the medium of drawing.

If he is going to figure out these relationships,
then drawing allows him to quickly express
himself using sketches, motion (animation),
or space (objects or staged choreography).
His installation for this exhibition, How Big
Things Are Made, works with the measurability
of history. Pfeiffer is interested in the disparity
between the meaning of an event and its real
dimension. The work is composed of a “podium
of events” across which he has layered the
trajectories of various important events from
the 20th century. Along the sides, this two-
dimensional surface is lined by a storehouse
of objects (attributes) associated with this
history. During the exhibition opening, the
podium comes alive with a staged performance
that repeats the movements of the various
events. The choreography also incorporates
objects from side shelves, which demonstrate
the situations in the form of short-term
installations. In the form of a video recording,
staged movement becomes an integral and
significant part of the work.

Adéla Souckova

Adéla Souckova se intenzivné pohybuje na hrané média
kresby, videoprojekce a performance. Jeji poloha je zaloZena
na archetypalnosti, rituadlnosti, télesnosti a snaze dostat se
prostrednictvim kresby k nejprfimeéjsSimu socialnimu sdéleni.
Na rozdil od malby, kterd je mnohovrstevnata a stala na
zacéatku jeji tvorby, je v kresbé schopna vyjadrit nejprimé;jsi
sdéleni s vyuzitim toho, Zze technika kresby disponuje
moznosti redukovat realitu. Adéla Souckova dokéaze slozity
myslenkovy mix prevést do vytvarné formy s plnosti
pocitl a zazitku, které jsou prenositelné na divaky silnym
emocionalnim nabojem. V rdmci vystavy Movere v Domé
umeéni vytvari instalaci, kdy s kresbou vyjde mimo klasicky
obrazovy prostor pfimo na zed a do samotného prostoru
galerie. Vyslednd monumentalni kresba a objekty se budou
odehravat v ramci performativniho zazitku a vytvaret
kontemplativni prostor. Pravé tvarci fyzické gesto prfimého
kresleni na vernisazi se stane plnohodnotnou soucasti
dila a bude jejim zavrSenim. Autorka se soustredi na
znovuoziveni Zanru eposu, ktery prevadi do aktualizovaného
tvaru v kontextu soucasného ekologicko-politického déni.
Pohyb je v tvorbé Adély Souckové stejné dulezity jako
moment pritomnosti a soustrfedénosti. Stavy mysli pak
ovliviuji podobu jejiho dila. Z ¢inské kaligrafie si vyjima
techniku spojeni polarit tenkou linii, kdy umélec zaroven vi

a nevi, co chce udélat. Kresbé tak nechava svobodu a jen
ovliviiuje miru soustredéni. Poukazani na to, jak jeji dilo
vznika, je priznanim, Ze déla chyby, ¢imz do tvorby vstupuje
lidsky rozmér. Otevira se tak urcité lidské sounalezitosti.

Matéj Smetana

Matej Smetana vyjadril téma svych dvou videi pregnantné
jiz jejich ndzvem Taylorismus. Ve snaze taylorismu

o védecky zaloZené zefektivnéni vyrobniho procesu hralo
dulezitou Ulohu i systematické uchopeni pohybu pracovniku.
Podobneé jako choreograf artikuluje tanec¢ni fe¢ pomoci
slovniku na sebe navazujicich pohybu, poloh a gest, tak
taylorismem racionalizovany pracovni proces Cleni sestavu
ukonu, z nichZ sestava vyroba produktu, na co nejefektivnéji
zvladnuté a neustéle opakované kratké funkeéni pohyby
kazdého z pracovniku. O blizkosti taylorismu a choreografie
ostatné svéddii to, jak na taylorismus navazoval vyznamny
modernisticky choreograf Rudolf Laban ve své spolupraci
na efektivité pracovnich pohybu s britskym pramyslem
ve 40. letech. Smetanova videa toto téma rozvijeji na
principu vytvarného zviditelnéni opakujicich se struktur
pohybu a jejich vzajemné kontinuity mezi jednotlivymi
spracovniky“. Na jednu stranu se jeho aktéri stavaji spise
tanecniky nez pracujicimi, jelikoZ jejich pohyb je pouhym
naznakem a ne skute¢nym Ukonem, na druhou stranu

je vysledkem jejich konani vytvarné zbytnélé schéma,
souvisejici se Smetanovym ¢astym vyjadrovanim pomoci
animované linie jako kresebné ilustrace néjakého procesu.

Adéla Souckova

Adéla Souckova intensively straddles the

line between drawing, video projection and
performance art. Her artistic position is
based on archetypes, rituals, corporality and
an attempt at using drawing to achieve the
most direct social message possible. Unlike
paintings, a multi-layered medium that she
worked with at the start of her career, she
can use drawing to express the most direct
message by taking advantage of the fact that
the technique of drawing is capable of reducing
reality. Sou¢kova manages to transpose

a complex mixture of ideas into a visual

form that possesses a fullness of emotions
and experiences capable of providing the
viewer with a strong emotional charge. For
the Movere exhibition at the House of Arts,
she has created an installation in which the
drawing goes beyond the traditional picture
space and is presented directly on the walls
and the physical gallery space. The resultant
monumental drawings and objects play

out as part of a performative experience to
create a contemplative space. In fact, the
artist’s physical creative gesture of drawing
during the exhibition opening becomes a fully-
fledged part of the work, its final culmination.
Souckova focuses on breathing new life into
the genre of the epic, which she updates
within the context of contemporary political
and environmental events. Movement in the
work of Adéla Souckova is just as important as
the idea of being present and focused. States
of mind influence the form that her work
takes. From Chinese calligraphy, she takes the
technique of using the line to connect the polar
opposites of mind and body - she both knows
and does not know what she is doing. In this
way, Souckova gives her drawings freedom
and only influences the level of concentration.
By showing how her works are made, she
admits that she makes mistakes, which adds
a human dimension to her art and opens up the
possibility for a human sense of belonging.

T s

Matéj Smetana

The subject of Matéj Smetana’s two videos is
perfectly encapsulated by their title — Taylorism.
Key to Taylorism’s attempt at a scientifically
based improvement of manufacturing was the
systematic study of workers’ movements. Just
as a choreographer articulates the language
of dance using a vocabulary of sequential
movements, positions, and physical gestures,
so too does Taylorism’s rationalized working
process divide the set of tasks that make up
the production process into short, efficiently
controlled functions, each constantly repeated
by one particular worker. The similarities
between Taylorism and choreography is also
reflected by the fact that Taylorism inspired
leading modern choreographer Rudolf Laban
when he helped to create more efficient
working movements for British industry in the
1940s. Smetana’s videos develop this theme
further through the artistic visualization or
repeated structures of movement and the
continuity from one “worker” to the next.

On the one hand, the actors are more dancers
than workers (even though their movement
hints at a real task), on the other hand their
actions result in a visually sprawling pattern
related to Smetana’s frequent use of animated
lines in order to illustrate a particular process.
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Johana Strizkova

Pohyb si vétSinou predstavujeme jako pohyb néceho,
bytosti, hmoty ¢i objektu v néjakém sméru nebo za
néjakym dcelem. V nasem vesmiru je vSak logicky

v pohybu vse —i to, co je zdanlivé necinné. | kdyz
zachovavame pasivni pozici ¢i stanovisko, stejné jsme
nejen ve stavu neustalého pohybu vuci ostatnim bytostem
a predmétum, ale také stredem rady akci a déjd, jez
ovliviiujeme byt jen svou trpnou pritomnosti. Pokud

se zastavime uprostred rusného ndmeésti a sledujeme
déni kolem sebe, mizeme nékdy pocitit jistou davku
odcizeni z toho, Ze jsme vystoupili z role poslusné Castice
a stali se pasivnim stfedobodem vseho, divakem divadla
hraného jen pro nas.

Ve videich a videoperformancich Johany Stfizkové

se Casto setkdme pravé s onim momentem pasivni
pritomnosti ¢i udrZzovani statické pozice. Nékdy primo ve
fyzickém smyslu, kdyz se autorka utkava s gravitaci nutici
k pohybu, jindy naopak spiSe v psychologickém smyslu,
kdy se nehybnost stava pasivnim pobytem v dané situaci
nebo prostoru. Performativita autorky je intenzivni pravé
v onom vzdorovani nutkani a nuceni k pohybu, at jiz jej
chapeme fyzicky nebo psychologicky. Charakteristicka
je az somnambulni atmosféra rady jejich praci, kde
lidské télo vstupuje do svéta, v némz jsou bézna pravidla
konfrontovana s nepfirozenym a podivnym. Jakoby se
zde mentalni prostor prostrednictvim lidskych tél snazil
ovlddnout prostor fyzicky.

Zuzana Zabkova

Systematicka prace s pohybem tvori podstatnou slozku
tvorby Zuzany Zabkové. Umélkyné, ktera absolvovala

jak vytvarné, tak choreografické vzdeélani, ve svych
dilech velice ¢asto spojuje choreografickou rec¢ s jejim
hravym nebo poetickym odklonénim a s konceptualnim
uvazovanim. Choreografie je v jejich pracich konfrontovana
s dal$imi systémy, jimiz jsou Casto jazyk a literatura, a také
s bezprostredni senzualitou performativnino gesta.

Ve svych presazich mezi tancem a vytvarnou sférou
mudze mimo jiné navazovat i na dédictvi amerického
spostmodernino® tance Sedesatych a sedmdeséatych

let a jeho vyraznych predstavitelek (Simone Forti,
Yvonne Rainer ¢i Trisha Brown).

To se projevuje i v pfipadé obou prezentovanych praci.
Zatimco prvni z nich je dokumentaci projektu zalozeného
na ,,ukolové® praci s tanec¢ni choreografii prostrednictvim
zapojeného objektu, v druhém pripadé se jedna o primy
dialog s odkazem na zminény postmoderni tanec. Autorka
svym videem reaguje na klasickou praci Yvonne Rainer
nazvanou Hand Movie a rozviji ji na zakladé techniky
kontaktni improvizace.

Johana Strizkova

We usually understand motion as the
movement of something — a living being, matter,
or an object - in a particular direction or for

a particular purpose. In our universe, however,
everything is in motion — even things that
appear to be inactive. Even when we remain
passive or take a passive position on something,
we are not only in constant motion in relation to
other beings and objects, but we are also at the
center of numerous actions and events which
we influence by our mere presence. If we stop
in the middle of a busy city square and watch
what is going on around us, we sometimes
feel a certain sense of alienation from having
stepped out of the role of obedient particle to
become a passive center of it all, an audience
in a theater that is performed for us alone.
The videos and video performances of Johana
Stizkova often possess precisely this moment
of passive presence or of maintaining a static
position — sometimes in the direct physical
sense, as when Stfizkova struggles against
the gravitational need for movement; and
elsewhere in a more psychological sense

as when lack of motion turns into a passive
existence within a particular situation or
space. Stfizkova engages in an intensive
performativity precisely in this rejection of

the need for movement, regardless of whether
we understand it physically or psychologically.
Much of her work is characterized by an almost
somnambulant atmosphere in which the
human body enters into a world where regular
rules are juxtaposed with the strange and
supernatural, as if our mental space were trying
to use human bodies to control physical space.

Zuzana Zabkova

Systematic work with movement is an
important component in the art of Zuzana
Zabkova. Zabkova, who studied both art
as well as choreography, often combines
the language of choreography with

its playful or poetic interpretation and

a conceptual way of thinking. Her works
juxtapose choreography with other
systems such as language and literature,
as well as with the immediate sensuality
of performative movement. In her
combination of dance with the visual
arts, she also works with the legacy of
American “postmodern” dance from the
1960s and "70s (Simone Forti, Yvonne
Rainer, and Trisha Brown, among others).
This approach can also be found in the
two works exhibited here. Whereas

the first documents a project involving
“task-oriented” work with dance
choreography using an object, the
second example is a direct dialogue with
the aforementioned postmodern dance.
With her video, Zabkova responds the
Yvonne Rainer’s classic work Hand Movie,
developing it through the use of contact
improvisation.

Adam Vackar - Tereza Hradilkova

Adam Vackar je vizualni umelec, ktery se ve své tvorbé
Ccasto dotyka hranice mezi estetickym artefaktem

a performativnim procesem. Tereza Hradilkova je
choreografka a tanecCnice, pohybujici se v oblasti
soucasného tance. Zatimco vystavena dila ostatnich
tvlrcd pristupuji k tématu pohybu a struktury

z rozmanitych pozic (pracovni proces, minimalistické
gesto, choreografie jako samostatna forma), tato
performance se snazi o reflexi pfimého vztahu statické
vytvarné formy a pohybu. Pevna struktura vytvarnych
artefaktd zde srustéa v jedno s pruznym a o pohyb usilujicim
lidskym télem. Nejednéa se o tanec v klasickém slova
smyslu, ten je zde nahrazen fyzickou aktivitou definovanou
konkrétnim cilem . Dialog obou autoru, pohybu a statické
hmoty je zde ohranicen jen prirozené polozenou hranici
fyzickych moznosti performera.

Adam Vackar - Tereza Hradilkova

Visual artist Adam Vackar often explores the
boundary between the aesthetic artifact and
the performative process. Tereza Hradilkova is
a choreographer and dancer active in the field
of contemporary dance. While the other artists’
works approach the subject of movement

and structure from various positions (working
process, minimalist gesture, choreography

as an autonomous form), this performance
tries to reflect the direct relationship between
movement and static visual form. In it, the fixed
structure of visual artifacts becomes one with
the flexible human body engaged in motion. But
the performance is not dance in the usual sense
of the word. Instead, it is replaced by a physical
activity that is defined through a specific goal.
The artists’ dialogue with movement and static
matter is defined by the natural limits of the
performer’s physical abilities.
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